The television series Dexter uses the figure of appealing monstrosity to unfold troubled relationships between corporeality, spectatorship and desire. Through a plastic-wrapped display of body horror, lightly veiled by suburban romance, Dexter turns its audience on to the consuming sensations of blood, death and dismemberment while simultaneously alluding to its own narrative and ethical contradictions. The excitations of Dexter are thus encapsulated within a tension between form and content as ambivalent and eroticised desire; both for heroic transgression and narrative resolution. Arguably, however, it is Dexter's execution of a carefully developed serial killer body technique which makes this series so compelling. Through an examination of Dexter and his plotted body moves, this paper explores the representations of intimacy and murderous identity in this contemporary example of domestic screen horror entertainment.
Launched in 2006, the television drama series Dexter has been a ratings recordbreaker for its network producers (Showtime, CBS 2007 -2011 . The eighth episode of its first season ('Shrink Wrap', 1: 8) broke the Showtime record for a drama series episode (Hollywood Reporter 2007) . By Season Four Dexter was attracting in the order of 2.6 million viewers (Hibberd 2011) , with ratings continuing to climb through Season Five, while its star Michael C. Hall has captured a quiver of awards for his controversial role. Equally, the series has drawn acclaim from critics, who have been largely undeterred by its troubling premise in which a forensic investigator fatally 'solves' those criminal cases that the police can't find a way to prosecute (Howard 2010) .
Recognising the ambiguities and contradictions that Dexter encompasses, my discussion willexplore embodiment and intimacy in this contemporary example of domestic screen horror entertainment. More specifically, I willargue that Dexter's appeal resides, at least partly, within its representation of the main character's discomfortingly expert serial killer body technique.
Dexter Morgan is a compulsive serial murderer, a lone vigilante with a rigid 'Code of Practice', who works for the Miami Police by day as a blood spatter analyst. From Season One, he is presented as an honourable murderer, a comical control freak with a sharp sense of irony who is never quite as much in control as he would like to be. His boyhood fascination with blood and death has been repurposed through special training in the Code: a failsafe method for execution invented by his adoptive father, Harry Morgan (James Remar), to bring to account those perpetrators of major crime who evade the law. Dexter uses his access to police databases to track his prey, then prepares a 'kill room' in which he and his victim come face to face in one final intimate moment of mutual recognition as he stabs them through the heart. Like Victor Frankenstein's monster (Shelley 1980) , Dexter is his father's creature, a living being formed from the shards of the dead (Howard 2010, 63; Green 2011) . Rescued as a baby from the ghastly crime scene in which his mother is dismembered with a chain saw, Dexter is `enhanced` by trauma and training to take revenge on the killers that can't be caught. He therefore does what his colleagues at the Miami Police Department cannot do by virtue of the rules of civil law enforcement. Through an elaborately planned sequence of illicit steps, he exercises the ultimate punishment without remorse. His capacity for killing renders him almost superhuman, a virtual human cyborg who acts, as it were, 'beyond the reach of human corporeality, physically and psychically' (Cranny Francis 2008).
Dexter's executions are not always judged with superhuman accuracy, however. In Season Three he kills by accident ('Our Father', 3:1), while in Season Four he kills a photographer who later turns out to be innocent of the murder of his young models ('Slack Tide', 4:7). These events serve partly to increase narrative tension and partly as a disturbing reminder of Dexter's problematic personal and moral stance. Although the overwhelming public response to Dexter has been positive since its broadcast network release on CBS, the series has attracted criticism for its problematical ethics. Its most prominent critic has been the American Parents' Television Council which issued a warning against the show on its website, as millions of Americans were happily watching each week (Winter 2008 One aspect of the series' success flows from its satirical sword play with the vigilante detective genre and with the spectacular conventions of serial killer television drama, in which narrative ambiguity is sustained through episodic anticipation. In concert with self-conscious irony, the displaced eroticism of the kill scenes gives each episode its potent flaw. Through a tidy display of body horror, lightly veiled by plasticwrapped suburban romance, the series turns its audience on to the troubling stimulants of blood, death and dismemberment while simultaneously alluding to its own narrative and ethical contradictions. Dexter's reflexive performance of serial killer body technique thus encapsulates a tension between form and content as ambivalent and eroticised desire; both for heroic transgression and narrative resolution. It is the figure of Dexter as the troubled embodiment of projected desire that this paper will address.
Within a television series which centres upon the body of the victim as locus of evidence in solving crime, Dexter as a corporeal figure may be overlooked, yet in various ways the embodiment of this seemingly unassuming character is central to the series and its seductive power. Neatly muscled, carefully exercised, well-tuned, seemingly naive and unassuming, Dexter's physical fitness renders him attractive to women, as demonstrated throughout Seasons One to Four in his relationship with Rita (Julie Benz) and in Season Two during his affair with Lila (Jaime Murray). A performed by Michael C. Hall, Dexter becomes athletic student and instrument of pleasure. The exposure of Dexter's nude body as a site of intimate eroticism, combined with the educative quality of his relationships with Rita and Lila provide a counterpoint to his father's strict schooling in discipline and restraint. It is Dexter Morgan's specially trained 'fitness' for his task as the secret agent of covert social revenge, however, that points most clearly to the strange eroticism of this television series. A fit body, writes Bauman, is 'a highly sensitive, finely tuned instrument of pleasure, any pleasure ' (1998, 116) whose fragmentary gestures express a desire that is nevertheless always threatened by the consuming shadow of decay (121). As a problematical example of Bauman's notion, Dexter performs the body moves, the consuming satisfactions and sensations of the 'kill'. The sensationalism that drives Dexter, and indeed the series itself, is not simply to do with corporeal partiality, however, but with the planned and practised gestures and enactments of the serial killer whose climactic moment is the death of the other: the one who has no Code.
In this sense, Dexter's body can be seen as a site of projected desire in which audience hopes and fears may be concentrated. The series plays on its depiction of middle class American normality as threatened by a rising tide of crime, death and violence, by aligning the audience point of view with that of its serial killer hero. Elayne Rapping argues that one of the roles of crime drama is to 'mark out and delineate the contours of 'deviance' by sketching a portrait of a 'normal' and legal standard against which the 'outlaw' is measured (2003, 66) . Dexter unsettles this dichotomy. His arch confessions, however, provide a mechanism for viewers to enjoy the series without fully accepting the terms of its disturbing rationale. Indeed the voyeuristic pleasures offered by the series rely on a highly self-conscious handling of its inherent contradictions and on Dexter's ironical, back-handed narration of events. As Simon Brown and Stacey Abbott suggest, the device of positioning the audience to identify with the serial killer has been one of the factors that has attracted most criticism of the series, but is also the essence of its potency 'lending greater impact to those moments of visual excess' and reconstructing the aesthetics of horror spectacle (2010, (209) (210) . Further, Brown and Abbott argue, the way that Dexter exploits but distances itself from body horror aesthetics allows the series 'to negotiate its transgressive premise' (208). Dexter's kill scenes are the episodic climax of excitation, as Dexter breaches each victim's bodily integrity, causing irredeemable disarray. At the same time his coded actions are gestures of restitution in which danger is averted or revenge for suffering attained. The immersion of the fatal hunt narrative within middle class normalcy serves to heighten these moments of visual excess. Dexter uses each of his kill rooms as a 'narrative space' within which 'the murder is the culmination of the performance' (Brown and Abbott, 219) and the passing moment of narrative resolution.
There is one body that always remains, however: one corporeal being that must live, in order for the story to continue. Jeffrey Jerome Cohen observes that, 'the monster's body quite literally incorporates fear, desire, anxiety and fantasy ' (1996, 4) . As this paper proposes, Dexter's appeal, including its displaced eroticism, resides within its representation of Dexter's discomfortingly expert body moves and the challenges he overcomes in order to practice his specialised technique. These climactic moments in Dexter offer a pointed multivalence, in which we, the viewers, are also implicated in the performance and thus in the Gothic excitations of serial killer body technique. Dexter`s cover is arguably that it makes problematic the impulses that it also exploits, using humour and visual irony to entertain and comment on social values and conditions. The series forces its audience to confront the experience of amusement and pleasure in watching orchestrated death and the unreal horror of bodies in disarray. Its stylised ironies and narrative juxtapositions allow us to return with relief to the familiar quotidian disarray of ordinary domestic life, The pleasure of Dexter lies partly in how the series walks the line between screen horror and cosy domestic television. While the series creates layered narratives through a network of relationships connected by its eponymous central character, ultimately it is the practice of Dexter's highly specialised body technique that drives each season's narrative arc. The kill scenes, with their plastic curtains and tableau of heart-stabbing ritual sacrifice, never display the wholesale gore of butchery, but they do reveal the climactic point of admission when the perpetrator is forced to face his or her nemesis and blood is finally shed. As Brown and Abbott observe, 'the horror lies in the art of the performance' (219), in which the boy-next-door super-hero monster killer completes his prescribed pattern of movements and gestures, bringing each season to its unsettling yet strangely satisfying conclusion.
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